Abstract
World cinema is host to multiple definitions and captive to the problems that dog any attempt to address global cultural production, from viewers not having adequate cultural knowledge to fully understand texts from cultures other than their own (Nagib 2006: 36) to a tendency to simplify the field by opposing 'world cinema' to Hollywood cinema (Nagib 2006: 30) . There are also questions of power relations between national cinemas that cannot be overlooked (Andrew 2006: 19) . Stephanie Dennison and Song Hwee Lim recommend rethinking world cinema 'in relation to notions such as hybridity, transculturation, border crossing, transnationalism and translation ' (2006: 6) -notions that are also central to the field of translation studies. Translation as a concept, following Emily Apter (2006: 243) , encourages viewing texts beyond the confines of belonging to one national tradition. Therefore, world cinema can be regarded as films that travel beyond the place, or indeed places, where they were created, just as David Damrosch (2003: 24) argues that literary texts become world literature by travelling beyond their context of production (through translation or other means).
A film remake across languages is a form of interlingual translation, following Roman Jakobson's (1959) terminology, and can therefore be seen as world cinema in the sense of a cinema that is created and viewed across national boundaries. However, thinking of translation as solely transfer is reductive to the process of translation, which is really a process of transformation. The text is recreated for a new audience and this process will alter it, both in terms of its construction (the translation or remake is made up of different signifiers) but also in its reception, as audiences will approach it with a different set of expectations and associations. In addition, following Lawrence Venuti (2007) , translation is a hermeneutic act, whereby the translator's interpretation of the source text is inscribed in the translated text. These transformations are similar to the changes that take place in adaptation and there is much benefit to be gained from using concepts from translation studies to discuss adaptation (see e.g. Venuti 2007; Milton 2009) . By exploring how a text is transformed for new audiences in its remake we can investigate how film cultures relate to one another, from formal or narrative conventions to relative power in the global market, as well as how the source film has been interpreted by the remakers. Remakes are not the only form that translation takes in film, as various forms of distribution (including the addition of subtitles or dubbing tracks, whether in professional or amateur form) also contribute to how films travel around the world, but remakes bring to the surface the sorts of transformations that are a necessary feature of translation. Remakes recreate all the modes of the text, rather than just the verbal code as subtitling does, and so make more visible the transformations of the text as these transformations are apparent in all modes (Evans 2014: 310 ; for more on remakes as translations, see also Yau 2014: 501-02 Simple (1984) .
The theoretical framework draws on the notion of cannibalism from Brazilian translation theory (Gentzler 2008: 77-107) as well as work in film and translation studies in order to situate and explain the various levels of adaptation that take place. I begin by discussing how cross-cultural remakes have been theorized and how this relates to Zhang's remake before analysing how Noodle Shop adapts and translates Blood Simple.
Cross-cultural remaking and translation
Remakes do not necessarily take place across linguistic boundaries and there is a growing body of work on what can be called, following Jakobson (1959) , intralingual remakes (e.g. Horton and McDougal 1998; Verevis 2006; Zanger 2006) . The cross-cultural remakes which have gathered the most attention previously tend to be Hollywood remakes of French movies, which are the focus of Carolyn Durham's (1998) (Dowdle 2008) .
Much of the scholarly work on European language remakes tries to recuperate them from the popular opinion (visible in articles such as Vincendeau 1993 and Pulver 2010 ) that they are 'a less than respectable Hollywood commercial practice' (Forrest and Koos 2002a: 2), viewing remade films as opportunities for discussing how national identity is depicted in cinema or for discussing issues of adaptation, repetition and rewriting in film. Indeed, as There has been less work on remakes in cinemas that use non-European languages, mirroring the Eurocentrism in film studies that Ella Shohat and Robert Stam (1994) argue against. One of the issues that faces work in world cinema is the availability of films from some nations, as Dudley Andrew (2006: 26) notes, and this has also affected work on film remakes: Iain Robert Smith reports that Turist Ömer Uzay Yolunda/Tourist Ömer in Star Trek (Saner, 1974) , a Turkish remake of an episode of the American TV show Star Trek (1966) (1967) (1968) (1969) , was only available through 'gray market DVD-R bootlegging ' (2008: 8 (Aufderheide 1998) .
Noodle Shop fits into this Chinese tradition.
Wang is less interested in the appropriation inherent in remakes but rather focuses on their hybridity, finding in the Chinese remakes of The Love Parade (Lubitsch 1929), especially Xuangong yanshi/My Kingdom for a Husband (Zuo 1957) , a dual address which combines foreign and local elements (2008: 19) . Dual address is also present in written forms of translation. Giuliana Schiavi notes how a translation will 'build up a partly new implied reader ' (1996: 7) . The 'partly' in her description is telling: there remain traces of the initial implied reader. Equally importantly, a translated text will be double voiced, with both the source author's and the translator's voices (Schiavi 1996: 14) . That is to say, the translator's 'subject position' is inscribed in the text (Hermans 2007: 27) . This is also true of film remakes, though the diffuse nature of film authorship means that there is often more than one subject position at play. Despite the fact that, as Leitch argues, some remakes want to 'annihilate' their source text, 'to eliminate any desire or need to see the film they are replacing ' (2002: 50) , there still remain traces of that earlier film and its mode of address.
However, it is difficult to say if a remade film is supposed to replace its source, especially in cross-cultural contexts. Mazdon This is certainly the case in the West with Noodle Shop, with its cult and available source film Blood Simple. As the source film is available, the remake is something other than a replacement. However, in the Chinese context where Noodle Shop was produced, the source film would be unavailable, due to the Chinese quota system for foreign films, which now allows up to twenty films into the country but was limited to fifteen films previously (Anon. 2012) . Film viewers in the People's Republic of China, then, could not watch Blood Simple officially, though it is possible that they might have access to illegal copies (of course, it is hard to estimate how widespread such copies would be). There is clearly a dual audience for
Noodle Shop: a Chinese one, which has not legally had access to the source film, and an There is an assumption in this promotional material of directors as auteurs who have control over the final movie, overlooking the more corporate authorship of movies. As
Thomas Leitch (2007: 239) points out in relation to film adaptation, directors become auteurs of adaptations when they can overpower other candidates for authorship. In the case of Noodle Shop, Zhang is the director but has strong competition for authorship from the creators of the source film, the Coen brothers. This can lead to a feeling of the film as hybrid (as Wang (2008) found in the Chinese remake of The Love Parade); a combination of both Zhang and the Coens' authorship.
For viewers who are aware of the source text, remade films offer an ambivalent experience. They both refer back to specific earlier films and try to surpass them. This contradictory facet of remakes has been noted by Leitch, who argues that the key trope for remakes is 'disavowal -that is, the combination of acknowledgement and repudiation in a single ambivalent gesture ' (2002: 53) . Disavowal does not only take place in remakes,
however, but in all forms of double-coded cultural production. Hutcheon sees in a parody a combination of 'conservative and revolutionary forces ' (1985: 26) , which both give value to and criticize the parodied (source) text. Double coding and disavowal complicate readings of remakes. A double coded text will always exhibit elements from its source as well as its own elements, including ideological elements. As such, while it is tempting to see remakes out of
English as a form of resistance to Hollywood domination of the film market that critically reinterprets the dominant models, as Wright (2009) (Gentzler 2008: 79) . In a similar way, it is possible to regard some remakes as the absorption and subsequent recreation of an exemplary text. That said, the violence involved in cannibalism cannot be forgotten: the metaphor is deeply ambivalent. It is also rooted in a Brazilian tradition and makes most sense within that tradition. Just as Chinese vampires (jiangshi) differ from European vampires, which have also been analysed as a metaphor for adaptation (Leitch 2011) , cannibals are culture specific in their connotations. While the metaphor is relevant, it needs to be applied cautiously. (Chow 2010: 199) for his films from the late 1980s and the early 1990s which were accused of 'orientalist tendencies involving ungrounded fantasies' (Chow 2010: 199) . Rey Chow has argued against this reading of Zhang's films. She positions the criticisms as readings that are grounded in 'hierarchical criteria of traditional aesthetics' (Chow 1995: 178) , arguing that Zhang challenges these aesthetics (Chow 1995: 154-55 Blood Simple in Zhang's film, then, can be interpreted as setting up the Coens' film as a memory, rather than a model to be copied. An allegorical reading of this scene, where the film is saying that it is possible to take some things from the West (the revolver) but not everything (the cannon), would also reinforce the impression of a self-reflexive approach to film remaking in Noodle Shop.
The beginning sequence of Noodle Shop also sets the tone of the film: it appears to be comic, with physical, theatrical comedy such as the Persian trader's face being covered in black soot after he fires a cannon. Another joke in this scene is based around a translation problem: the Chinese do not understand the English expression 'Must die', so translate it homophonically into Chinese to some confusion. Also in this trading scene, haggling takes place in a comical fashion: the trader offers the gun for ten yuan, to which Wang's wife replies that she will pay one yuan. They then each adjust their price by one yuan, but Wang's wife stops as three as the trader continues to drop his price to meet hers. This opening sequence exaggerates the comic elements that were present in Blood Simple, bringing them to the surface of Noodle Shop.
Yet the film is not comic throughout. When the police arrive in order to investigate the cannon shot, they bring with them two adulterous couples who will be tried at court, Wang's wife and Li. Wang's wife cannot be independent in the same way that Abby canshe cannot run off on her own, she needs help. There is a shift in characterization here that makes it more appropriate to the time period in which the remake is set, but which also highlights Abby's relative freedom through the contrast with Wang's wife. whereas through the rest of the film she has been reliant on Li to be able to achieve her goals.
Noodle Shop offers both repetition and novelty in relation to Blood Simple. There is a creative reworking in order to make the narrative plausible within the film's setting, which leads to differences in characterization. There is, moreover, a general tendency to make the film more comic, ranging from the use of physical comedy to the cartoonish haggling. But this comic quality never dispels the bleak current of betrayal that is apparent throughout the movie: with the exception of Chen, all of the characters betray someone in their own way.
This bleakness is also a key feature of Blood Simple and shows the double coding in Noodle Shop: it adds to and revises elements of Blood Simple, but those elements remain even if modified.
A more subtle, though perhaps more significant, shift occurs on the level of explicitness: Noodle Shop makes causality clearer, for example, showing Wang's physical and verbal abuse of his wife or explaining why he did not die from the first gunshot. This explicitation -to use the translation studies term (see Blum-Kulka 1986) in a way that is adapted to narrative -goes against the idea that American cinema tends towards such clear causality (Vincendeau 1993: 23 Indeed, the auteur status of both Zhang and the Coens means that the movie is strongly dual voiced, full of traces of its source film as well as Zhang's authorial signature. This may, in fact, have contributed to the negative reception of the film in anglophone contexts: the source film retains its cultural capital and authority, so the remake is compared negatively to it.
Avoiding the concept of fidelity, which presupposes the importance of the source film or text, my discussion has focused on the differences that Noodle Shop produces. 3 The
Chinese movie is a re-imagining of the source material, with some clear points of correspondence, even to seemingly trivial details. However, there is also clearer motivation for many of the characters' actions, making the film more mainstream. Beyond the remaking of the film, the presentation and reception of Noodle Shop also show acts of translation,
where the text is (re)presented to a new target audience. The result is that both Blood Simple and Noodle Shop are no longer confined to national boundaries, but regarded from trans-and international perspectives. Remakes and their reception in source and target cultures offer a way of using translation as a productive concept to analyse films. Translation is not solely about the adaptations that take place when localizing a text (either through remaking or other means), but also the question of cultural specificity and how this is negotiated by audiences, film-makers and distributors when texts move across boundaries. To refer to translation in world cinema, then, highlights how film watching and production are conditioned by their cultural contexts and need mediation in order to travel beyond those contexts. Remakes are one (very visible) form of such mediation.
